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Introduction 
I sit on my phone, scrolling through Instagram, an endless algorithmic cycle of 
images. The persistence of the loading visuals becomes obsessively mesmerizing like 
that of a poker machine. An anticipatory space where the blurred images, waiting to 
earn their distinctively high resolution, become even more enticing than the loaded 
images themselves. 
I become constantly intrigued by the blurred, buffering visuals, creating an 
image in itself which cleverly hides its true contents just enough so that I am 
repeatedly happy to wait for their reveal.  
But how would I feel if that image failed to load? Would I simply keep scrolling 
in the hope that the next image would load faster than its predecessor? Would I persist 
and wait while a rising sense of anticipation and possibly even digital anxiety begins to 
rise? 
It makes me begin to think whether the blurred image is able to exist in it’s own 
right. Beyond being its antecedent, is it able to be just as purposeful as the perfect 
image? Does it in fact allow for a greater involuntary physical, emotional and sensorial 
response than the perfect image is able to evoke? 
In the theorist Hito Steyerl’s perception, the blurred image has “freed itself 
from the strains of maximum resolution and perfection, transformed quality into 
accessibility and turned distraction into contemplation, liberating everything that the 
perfect image previously had to stand for.”1 So I am intrigued in the possibility of 
creating a work that reflects how the blurred image has become ever-present, adapted 
and embraced in contemporary culture and society. Precisely, a way that encapsulates 
the creation of the blurred image through an interaction between an artist and the 
camera. Creating an ability for that blurred visual to be able to exist in its own right.  
When exclusively looking at corporeal effects of photo and video, the natural 
arousal that is pertained can be owed to the transgression beyond the barriers that 
define physicality, instead of being distinguished by a purely aesthetic based appeal. 
This is most commonly portrayed in experimental video through recorded 
performance art, capturing an interaction with the body that surpasses common bodily 
1 Hito Steyerl, “In Defense of the Poor Image,” E-Flux, no.10 (2009): 0-9, Accessed May 25, 2018. 
http://worker01.e-flux.com/pdf/article_94.pdf. 
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and filmic expectations. Distinctly through direct and prolonged eye contact with the 
viewer and out of focus explorations of camera to body interactions.  
Liberating the Blurred Image 
The blurred and distorted image create an increasingly high level of sensory 
involvement, particularly when digressing into a filmic carnality through notions of 
‘Haptic Vision’ as discussed by Vivian Sobchack.2 Extending my research into how 
performance art that is recorded evolves our sensory based commentary and response 
to the depiction of physicality in film, explicitly discussed in chapter 1, Recording the 
Female Body in Performance Art. Evolving from landmark works that address 
progressions in female physicality whilst combatting the patriarchal pedagogy of 
feminine masochism. Creating a challenging process in developing a work which 
affects outweighed any explicit or narcissistic associations.  
My understanding of the power the blurred image pertains is most prominent 
in its creation within a liminal space. Integrating these theories into a practical 
installation, I aim to develop a work that presents the profound yet common space of 
the female body. Specifically, the vagina, cervix and uterus, that when filmed within 
transcends the usual promiscuous carnality of its recording contexts.  
Delving into my experimentation of the uterus as an extension of the camera in 
chapter 2, the originally liminal space of the womb, referencing Kristeva’s notion of the 
‘Semiotic Chora’, provides an involuntary sensory sensation that can be re-
experienced through the filmic installation.3 I aim to re-visit this genre amidst it’s 
carnal aesthetics by delving into the history and recordings of the transgressive female 
body in performance art. Intending for the camera to act as an extension of the uterus, 
instead of pertaining to its usual penetrative phallic recognition. Wrestling history’s 
claim of the presentation of the explicit female body in performance art as 
“phallobsessive.”4  In light of this ‘penetrative’ symbol, I engage with the eye, the 
2 Vivian Carol Sobchack, “What My Fingers Knew: The Cinesthetic Subject, Or Vision in the 
Flesh,” in Carnal Thoughts: Embodiment and Moving Image Culture (Oakland: University of California 
Press, 2004), 56-66. 
3 Maria, Margaroni, “The Lost Foundation”: Kristeva's Semiotic Chora and Its Ambiguous 
Legacy," Hypatia 20, no. 1 (2005): 78-98. 
4 Rebecca, Schneider, The Explicit Body in Performance (London; New York: Routledge, 1997), 39. 
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reflective gaze and the use of the orifice when attempting to surpass female sensuality 
in a documented recorded performance.  
While conducting my experiments of the Discarded Image as deliberated in 
chapter 3, I further express the subject of the blurred image in light of Vivian 
Sobchack’s ‘Cinesthetic Subject’. The result of the moving image, whether distorted 
or distinct, emphasises an emotive interactivity and physicality between the subject 
and the viewer.5 I am particularly interested in the tangible force of performance and 
video art to express and heighten the sensorial experience of vision through 
experimental and abstract filmic practices.  
Identified through the concept of ‘Haptic Vision’ which extends the 
interactivity and physicality of an artist’s practice via the relationship between the 
subject, camera and the operator.6 It is these interactions that produce affective 
behaviours within liminal spaces, indicative of the alluring nature of Julia Kristeva’s 
demonstration of psychosomatic interactions caused by the abject, explicitly noted in 
her essay, Powers of Horror (1982).7 
Therefore the blurred visual is a way to experiment with the abilities of haptic 
vision and define the power, importance and aptitudes of what I claim as the 
‘Discarded Image’.8  
5 Sobchack, What My Fingers Knew, 53-85. 
6 John Tonkin, “Chapter 2. Audit (My Own Worst Enemy),” Experiments in Proximity: on the 
‘Bodiliness’ of Vision and Relational Modes of Interactivity (2016): 30-32, Accessed June 23, 2018. 
http://handle.unsw.edu.au/1959.4/57837 
7Julia Kristeva, “Approaching Abjection,” in Powers of Horror: An Essay on Abjection (New York: 
Columbia University Press, 1982), 13-15. 
8 C.S Lewis, The Discarded Image, An Introduction to Medieval and Renaissance Literature 
(Cambridge: Cambridge University Press, 1964). The term, the Discarded Image that I claim, reflects my 
development to define the ability for the imperfectly formed visual to pertain haptic and carnal abilities. 
It previously has only been coined by the author C.S.Lewis in his work The Discarded Image: An 
Introduction to Medieval and Renaissance Literature in response to the Ptolemaic model’s conception of the 
medieval world order.  
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Chapter 1: Recording the Female Body in Performance Art 
The explicit female body has been heavily controlled by the correlation that 
exists between the ingenuity of the artist and the sexuality of the subject. With the 
historically relentless allure of the female body known only to be the subject of the 
viewer’s gaze in art.  
Exploring concepts that lie beyond the pleasure of the male gaze can be seen  
through differentiating art forms that experiment with empowerment. This has been a 
tool used most commonly by female artists to express feminine ideologies and 
statements freely. The allure of the overt female has been repeatedly disrupted by 
artists who combat sensuality and carnality through transgressive artworks. Seen 
through recorded performance art that challenges the female form existing purely as a 
subject or object, instead devising a challenging and reflective gaze. 
Shadowing the penetrative regard of the viewer, the camera is most commonly 
associated as being a phallic artifice with the ensuing recording being a surveillance, 
examination or scrutiny of its subject. When filming a female body, the camera 
pertains the ability to turn subject into object and therefore further displays its 
pervasive characteristics. However, the development and expression of transgressive 
female performance art does not just create a space of abjection but in fact returns the 
intrusive gaze to the viewer.  
The returned gaze in the post-internet age is most popularly seen through 
recorded live video feeds and can be similarly regarded as performance work.9 The 
Mukbang and ASMR video genres, which although began with the intention to aid the 
loneliness of the rising single-person household has now evolved into a mass culture 
phenomenon. Most commonly attributed to the image of a petite woman stuffing her 
face from a mountain of food and carefully announcing each bite. That would have 
been previously regarded as bizarre or sickening, instead persistently and 
nonchalantly fills our newsfeeds and advertisements.10 The success of these female 
recorded performances and their sensory characteristics is determined by their 
9 Omar Kholeif, You Are Here: Art after the Internet. (London: Cornerhouse, 2014), 57-58. 
10 Michelle Orange, "Screening the World: Entertainment Unboxed," Virginia Quarterly Review: A 
National Journal of Literature and Discussion 93, no. 3 (2017): 182. 
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affectiveness, demonstrating the power of the tactile gaze which we refer to as haptic 
vision.11 
Progression in Female Physicality 
Landmark recorded performance art by female artists, such as Marina 
Abramovic and Carolee Schneemann have redefined not only the perception of the 
female body within art but the human body’s interaction with both the viewer and the 
camera. Having captured a physicality instead of a purely aesthetic discernment.  
These artists generate a commentary that sets orderly male notions against 
female instinct and bodily progressions. Their works have allowed for a natural 
arousal and involuntary physical response through their visually jarring interactions 
between their bodies and the obscene, rather than a sensual interaction with the 
camera. Executing both roles of the “image and the image-maker” has therefore 
defined the pair as leading figures within the performance art community.12  
Marina Abramovic’s video work Nude with Skeleton (Figure. 1) perfectly alludes 
to Kristeva’s ‘abject’ and inter-corporeality. A dance between her rising and falling 
chest which fumbles with the human skeletal remains that lay rest on top of her naked 
body.13 This divisive performance creates a liminal space through the interplay of 
permeability and materiality shared between the skeleton and her animated human 
flesh. Abramovic’s work constructs a meeting point of these parallel bodies that 
provoke forms of sensory analysis through notions of the abject. 
11 Tonkin, “Chapter 2. Audit (My Own Worst Enemy),” 26-29. 
12 “Carolee Schneemann: Kinetic Painting,” Museum of Modern Art, Accessed August 30, 2018, 
https://www.moma.org/calendar/exhibitions/3658. 
13 Joanna Sofaer, “Touching the Body: The Living and the Dead in Osteoarchaeology and the 
Performance Art of Marina Abramović,” Norwegian Archaeological Review 45, no. 2 (2012): 135-50. Accessed 
August 3, 2018. https://doi.org/10.1080/00293652.2012.703686. 
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Figure 1.  Marina Abramovic, Nude with Skeleton, 2005. Performance work, Single channel Video, 15’46”. Reproduced courtesy of 
the artist and LIMA. Accessed October 10, 2018, http://www.li-ma.nl/site/catalogue/art/marina-abramovic/nude-with-
skeleton/9280. 
In terms of locating the abject in a space that is physically identifiable we can 
also reference Carolee Schneemann’s Interior Scroll (Figure. 2). To discuss the female 
genitals as a space that reflects the gaze and dismisses the onus of phallic 
representation.14   
Schneemann’s interest in her interior bodily space is demonstrated through 
this performance and her vision of the vagina’s architecture as a sculptural chamber or 
vessel. Pertaining to concepts of human formation and transcendence as well as female 
desire and mystery. Unravelling a scroll of text from her vagina before reading it aloud, 
she dictates a conversation that denounces the rationality and order of the institutional 
based-patriarchy. 
14 Tracey Warr and Amelia Jones, The Artist's Body (London; New York: Phaidon Press, 2012),144. 
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Figure 2.  Carolee Schneemann, Interior Scroll, 1975.  Taken from a suite of 12 gelatin silver prints, Edition of 7, 11.0 x 14.0 in, 
Courtesy: Carolina Nitsch Contemporary Art, New York. Accessed October 6, 2018. Copyright Carolee Schneemann. 
https://fineartmultiple.com/blog/carolee-schneemann-interior-scroll-masterpiece/. 
Similarly, the intimate quality of the gaze is explored in Annie Sprinkle's, A 
Public Cervix Announcement (Figure. 3) which sees the artist insert a gynecological 
speculum into herself and invite the viewers, with the aid of a torch, to peer inside of 
her vagina. In the most dominant way possible she invites the distant yet intrusive 
behaviour of the viewer as close as possible to the carnal source of the gaze, leaving 
them ironically vulnerable whilst she observes them peering into her.15  
As reflected by academic attendee Richard Schechner, Sprinkle’s invitation to 
the body, was reminiscent of a priest wavering for his parishioners to come forward 
and receive the holy ghost. Consuming the tension built between the physical, literal 
and emblematic states of the present female body. 16   
15 Schneider, The Explicit Body, 52-60, 130-134. 
16 Schneider, The Explicit Body, 52-56. 
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Figure 3.  Annie Sprinkle, A Public Cervix Announcement, 1989. Public performance of Post Porn Modernism. Photo credits Les 
Barany. Reproduced courtesy of the artist in The Explicit Body in Performance (London; New York: Routledge, 1997), 61. 
In the Image of a Narcissist 
These three radical artworks demonstrate the ability for a recorded 
performance to not only reflect the intrusive gaze but devise a liminal space that 
provoke affective responses. This broadened my interest in creating a work that uses 
these two notions as a linchpin when engaging the Discarded Image. The authoritative 
presence of a middle ground produced by a female performer threatens stability and 
converges the senses between psychoanalysis and the male gaze. 
Female performance art can be often perceived as masochistic, “narcissistic 
exhibitionism” or as referred to by Schneemann as “cunt-mascotdom”.17  In 
comparison to male performance art of the same nature that is often regarded as 
heroic. Taking into account the ability for performance art and the previously 
mentioned works to produce abjective measures, we must also note that this stands as 
a “precondition of narcissism” and therefore cannot be avoided.18 However, with 
consideration to Freud’s theory of ‘Feminine Masochism’ this research enters a new 
territory of post-feminist pedagogy.  
17 Schneider, The Explicit Body, 37. 
18 Kristeva, “Approaching Abjection,” 13. 
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Whilst a lot of daring performance art has been perceived as a self portrait, I 
aim for the majority of the video work to remain anonymous. Consumed by the role of 
the discarded and distorted image taking place and where the presence of a distinct 
identity becomes forgotten. Therefore, does the blurred image belong to anyone or 
anything? And is it able to create the same emotive and sensory response as that of the 
distant and clear image? 
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Chapter 2: The Camera as an Extension of the Uterus 
The camera no longer acts an object, it becomes an extension of the human 
body, implanted into and allowing for the fingertips of the operator to viscerally 
capture every touch. Blurring the boundaries between subject and object through its 
identification as an artifice.  
In reference to Laura Mark’s who describes the eye as an “organ of touch”, my 
practice uses the camera as a haptic tool of vision.19 By removing the separation 
between the object and the viewing body, the moving image offers an affective 
sensation “as if touching the film with one’s eyes”.20 Therefore, the production of a 
Discarded Image that is blurred or distorted produces a greater sensory experience 
than the distinctively in-focus image itself.  
The camera holds affective abilities as a haptic tool. Enabling sensory 
experience to be transmitted between the camera, performer and viewer. The work of 
American performance artist Pattie Chang strikes a familiar chord to the avenue of a 
reflected gaze and a cyclical sensory transmission also seen within my work. The 
intimate yet uncomfortable actions seen in Eels (Figure. 4), alludes to notions of the 
gaze that are destructive and masochistic.21 Wherein she places the live aquatic animals 
inside the buttoned up shirt she is wearing and stares at the camera whilst they squirm 
around against her.  
This ensures that the associative feelings produced are instead uncanny rather 
than painful. Making her performance work in this context more alluring to my 
experimental performance practice than the constant on-edge feeling produced by the 
work of Marina Abramovic.  
Chang’s constant gaze with the camera enables the viewer to assume every 
sensation the artist experiences, even without any direct sight of the eel itself. Our 
tactile memory and sensorial responsiveness triggered through the video work are 
what makes the capturing of the bodily so successful. Highlighting Chang’s integral 
19 Matilda Mroz, Temporality and Film Analysis (Edinburgh: Edinburgh University Press, 2012), 
29. 
20 Laura U. Marks, The Skin of the Film: Intercultural Cinema, Embodiment, and the Senses (Durham: 
Duke University Press, 1999), 162. 
21 Eve Oishi, "Interview with Patty Chang," Camera Obscura: A Journal of Feminism, Culture, and 
Media Studies 18, no. 54 (2003): 119-29. Accessed July 14, 2018. https://doi.org/10.1215/02705346-18-3_54-119. 
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connection between herself and the orifice as a means of performance. Challenging its 
live component in comparison to Abramovic’s recorded performances.  
This is supported by Philip Auslander’s study in the The Performativity of 
Performance Documentation (2006) that addresses the degrees of separation between 
what constitutes a recorded performance work when it is made and performed in 
front of a live audience. This acts in contrast to direct artist-to-camera engagement 
that therefore makes its viewership timeless.22 In favour of documentary methods, 
Auslander explicates, “the act of documenting an event as a performance is what 
constitutes it as such”23, distinguishing the abilities of documentary to theatrical forms 
of recorded performance. 
Figure 4. Patty Chang, (Untitled) Eels, 2001, Video, Colour, Sound, 17’, Performance work consisting of eels inside the artist’s shirt 
whilst she lays on her back. Accessed October 6, 2018. Copyright Patty Chang. http://www.pattychang.com/eels/. 
22 Philip Auslander, “Performance: Critical Concepts in Literary and Cultural Studies,” PAJ: A 
Journal of Performance and Art 28, no.3 (2006): 1-4. 
23 Auslander, “Performance: Critical Concepts in Literary and Cultural Studies,”5. 
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Carnal Interactions 
When first exploring a fascination with the bodily and the carnal in art, we are 
lead to a trace of artworks both dominated by western eccentricity whilst fascinated 
with themes of the grotesque, mutilation and transgression. Most simply demonstrated 
by Janine Antoni’s Mortar and Pestle (Figure. 5) where in visceral photographic detail 
she thrusts her tongue into the pupil of her husband. Having the camera act as a 
prosthesis of the operator’s hand induces the bodily to be pivotally captured through 
it’s intimate interaction with the subject and fares beyond the common structural 
boundaries of film.24  
Correspondingly Japanese artist Takahiko Immura in his work AI (Figure. 6) 
defines a direct interaction between the camera and subject.25 Capturing not only a 
delicate interaction between the landscape of the two bodies but a visual ambiguity 
flooding in and out between shots. 
Figure 5. Janine Antoni, Mortar and Pestle, 1999. C-print, artist’s frame, 48 x 48 in. Accessed October 7, 2018. Copyright Janine 
Antoni. http://www.janineantoni.net/mortar-and-pestle/. 
24 Susan Sontag, Into Me/out of Me, ed. Klaus Biesenbach. (Ostfildern: Hatje Cantz, 2007), 118-119. 
25 Takahiko Iimura, The Collected Writings of Takahiko Iimura (Rockville: Wildside Press, 2007), 21. 
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Figure 6.  Takahiko Iimura, Ai (Love), 1962. Video still. R.8mm/16mm (Blow up), 13’3”, Music: Yoko Ono. Reproduced courtesy of 
the artist and the Mori Yu Gallery, Kyoto. Accessed October 12, 2018. 
https://www.artbasel.com/catalog/artwork/66554/Takahiko-Iimura-AI-LOVE. 
The aftermath of this work, in light of Immura demonstrating the haptic ability 
of the camera, is noticeable in the photographic stills of Noritoshi Hirakawa (Figure. 7), 
and Nobuyoshi Araki (Figure. 8). Both signifying moments that capture an 
unidentifiable and ambiguous part of the body whilst allowing for its fleshy 
architectures to exude a carnal interaction with the viewer.26 These works enable the 
camera to act as a sensorial extension rather than as a tool and reflect the eastern shift 
of the recorded body from Western eccentricity, ethnic otherness and occularcentrism.  
26 Sontag, 120-121, 244-245 
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Figure 7. Noritoshi Hirakawa, BETWEEN DIFFERENT CULTURES, MISINTERPRETATION IS AN IMPORTANT PART OF 
INTERPRETATION TO MAKE AN ASSUMPTION OF DIFFERENTIATION, 1993. Silver gelatin and C-print. Reproduced 
courtesy of the artist in Into Me/out of Me, ed. Klaus Biesenbach. (Ostfildern: Hatje Cantz, 2007), 244-245. 
Figure 8. Nobuyoshi Araki, Untitled (from Erotos Series), 1993. B/W Photograph. Reproduced courtesy of the artist in Into Me/out of 
Me, ed. Klaus Biesenbach. (Ostfildern: Hatje Cantz, 2007), 120-121. 
My fascination of the camera being treated as an extension of the human hand; 
founded in Immura’s work, led to a discovery of a contemporary counterpart, Audit 
(My Own Worst Enemy)(Figure 9.), by artist John Tonkin.27 By using similar processes 
27 John Tonkin, “Audit (My Own Worst Enemy),” 2010-2011, Digital Video, 08:11, 
https://vimeo.com/182535910. 
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that can be described as a relationship between himself and the camera, the sensitivity 
of the moving image is exhibited as if the lens were embedded within the operator of 
the camera’s fingertips.28 This places the camera into a framework that is specifically 
ontological object oriented, acting therefore as a form of prosthesis rather than as a 
tool. 
Figure 9. John Tonkin, Audit (My Own Worst Enemy), 2010-2011. Video Still, Digital Video, Colour, Sound, 3’08”. Accessed 
September 29, 2018. Copyright John Tonkin. https://vimeo.com/15555506. 
Digital Flesh 
Diverging quickly to note the contrast in effects between the direct interaction 
of the camera to subject with non-ocular video effects is also captured through varying 
video distortions. The effects of datamoshing notably result in the construction of a 
‘Digital Flesh’. Coining the phrase from the title of Nicolas Provost’s work Long Live the 
New Flesh which demonstrates the power of evolving video materiality through the 
applied moshing effect to high tension scenes of horror films. Further seen in Yolanda 
De Los Bueis’ LOS 60 (Figure. 10), that similarly uses the technique of datamoshing to 
create visual transition points to pornography. Demonstrating the middle ground 
where the body becomes bodily.29 However the only moderately unambiguous nature 
28 Tonkin, “Chapter 2. Audit (My Own Worst Enemy),” 32-34. 
The Camera as an Extension of the Uterus     16 
of the captured flesh, combined with explicit affects of horror and sex, drive the carnal 
recognition of the films subject into a primal or instinctual reaction in contrast to a 
sensory response. 
The pornographic content of De Los Bueis, similarly seen as the subject of 
Thomas Ruff’s Nudes series (Figure. 11). It applies a blurred effect to copulating 
couples and instantly demarcates boundaries that would signify our responses if 
explicit and identifiable body parts were depicted.30 Alike to the work of Ruff and De 
Los Bueis, the result of my moving image recorded from the uterus is similarly able to 
circumnavigate the censorship and illegality of explicit images that would be labelled 
as elicit or pornographic, as well as revoking an instantaneous bodily response to such 
unambiguous subjects of desire. This persistent questioning of the moving image as an 
internal or external view of the human body is persistently kept in motion by the 
ambiguity produced by the Discarded Image.  
Figure 10.  Yolanda de Los Bueis, LOS 60, 2010. Video Still. Digital Video, Colour, Sound, 2’02”. Accessed October 1, 2018. Copyright 
Yolanda de Los Bueis. Accessed September 30, 2018. https://vimeo.com/15395098. 
29 Yolanda De Los Bueis, “LOS 60.” 2010, Digital Video, 02:02, September 29 2010, 
https://vimeo.com/15395098. 
30 Geoff Dyer, “Porn and the Shadow Side of paradise: Thomas Ruff’s Nudes,” The Guardian, 
March 3, 2012, https://www.theguardian.com/artanddesign/2012/mar/02/porn-shadow-side-paradise-
thomas-ruff. 
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Figure 11.  Thomas Ruff, Nudes em08, 2001. Colour Iris Print on Rag Paper, 29.5 x 23.6 in. Reproduced courtesy of the artist and 
Lougher Contemporary, Bristol. Accessed September 18, 2018. http://www.artnet.com/artists/thomas-ruff/nudes-em08-
a-7_0K3bEeaHDXu-y-jz8Dlg2.
Pre-Chora 
In response to Tonkin’s treatment of the camera, I similarly began 
experimenting with recording devices as various extensions of the human body, but 
exclusively the female genitals. Replacing specific body parts heightened awareness of 
sensuality and sexual intimacy with instead visual distortion, unawareness and 
anticipation. Resulted from placing a tiny camera within the vagina and filming 
outwards.  
When giving the female genitals sight as one of it’s qualities there is an 
immediate physical and conceptual uncanniness. Firstly, felt by the viewer both 
through carnal thoughts and behaviours, and secondly as the artist enacting this work 
before viewing the unidentifiable moving image captured. Bestowing the female 
genitals with qualities that enable it to reflect the male gaze and “stare back” acts 
reminiscently of the folklore known as Vagina Dentata.31 Where the female genitals, 
31 Agata Szczeszak-Brewer, “Joyce's Vagina Dentata: Irish Nationalism and the Colonial 
Dilemma of Manhood,” Frontiers: A Journal of Women Studies 34, no. 2 (2013): 1-20, Accessed August 3, 2018, 
https://doi.org/10.5250/fronjwomestud.34.2.0001. 
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specifically the vagina and uterus is described to supposedly contain teeth, acting as a 
cautionary tale against the male presence or gaze, implying emasculation or castration.  
In the attempt to place the camera, a phallic recognized object, as an extension 
of the uterus, the attribution to the female performance becomes presented as hostile 
when the possibility of male impotence is present. Therefore, not only does this work 
reflect the gaze but disrupts the patriarchal guard of the camera as a phallic object.32 
With the uterus acting as neither subject or object it becomes a liminal space, 
surpassing sexual attributions, instead with the filmic vision being blurred and fleshy it 
enters a state of uninterrupted motion that is referential to Kristeva’s Chora.  
The Chora, defined by Kristeva as the “receptacle of narcissism” is the chaotic 
but closest perception of the Real as humanely possible through a person’s primal 
discernments, feelings and requirements when coming into existence and exiting the 
womb.33 The natural visual distortions that occur in my work once the camera is 
effected by the biological climate of the vagina and uterus, delves not only internally 
into the space of the womb but into a state we could refer to as the pre-Chora. Forming 
our sensorial return into to the liminal space that is our genesis, a homecoming to a 
“self-contemplative, conservative, self-sufficient haven.”34  
A masculine interpretation of the womb, obtaining a sense of the homely, is 
referred to in Freud distinction of the ‘Uncanny’. Where vision of the female genitals 
acts as an affective and primal reference to our mothers womb.35 Similarly Walter 
Benjamin’s fascination of the theoretical third eye in reflection to my development of 
32 An example of masculine materiality would be commonly attributed to the penetrative action 
of the camera, that similarly to the comparable phallic object of the gun, fires or shoots at its subject. The 
disruptive action of the gaze being returned and the camera acting obtrusively as a female extension, may 
most undoubtedly lead to the theories of ‘Penis Envy’ in Sigmund Freud and James Strachey, “The Sexual 
Aberrations: (2) Deviations in Respect of the Sexual Aim,” In Three Essays on the Theory of Sexuality, 1st 
English ed. (London: Imago, 1949), 29-38. or the ‘Oedipus Complex’ in Jacques Lacan, “The Hysteric’s 
Questions (II): What is a Woman? In The Seminar of Jacques Lacan, Book III: The Psychoses, 1955-1956, 
Trans. Russell Grigg. Ed. Jacques-Alain Miller (New York: Norton, 1993), 173-184. However, in the case of 
my work, I aim for the camera to diverge from pedagogy of “Feminine Masochism” to a focus on 
capturing carnality beyond female sensuality through video. Sigmund Freud, “The Economic Problem of 
Masochism,” in The Standard Edition of the Complete Psychological Works of Sigmund Freud, Volume 
XIX (1923-1925): The Ego and the Id and Other Works (London: Hogarth Press and the Institute of 
Psychoanalysis, 1961), 155-170.
33 Kristeva, “Approaching Abjection,” 13. 
34 Kristeva, 14. 
35 Sigmund Freud. “The Uncanny.” New Literary History 7, no.3 (1976): 636-637. Accessed October 
12, 2018. https://doi.org/10.2307/468561 
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the camera as an extension of the uterus, demonstrates a determination to endow “an 
object or the objectified with its own gaze.”36 
In reflection my experimentation the physical constraints that are created by 
the filmic dimensions create visually tangible results in producing varied perceptions 
of the body, through the qualities of the Discarded Image. The intimacy that exists 
between the viewer, the camera and the results of the moving image is redefined 
during the incredibly close up and unrecognizable display of the body on screen. As 
well as knowledge of the extremely intimate and interactive performance occurring 
between the body and the camera off screen. Through this the ontological perception 
and interaction of the camera with the uterus becomes an elimination of boundaries 
that depict and define the human body as explicitly external and internal. Questioning 
if there is a possibility for this specific image to produce an over-involvement in 
sensation and emotion.37    
The Penetrative Eye 
This Discarded Image immediately heightens our response when the viewer is 
forced to work to identify the moving image. The bodily exaggerations depicted 
through the moving image provokes a haptic notion of vision. Sorting through 
previous tactile knowledge whilst the ambiguous filmic results heighten our 
immediate sensory responses. The vision of the camera from inside of the vagina 
shooting outwards, explicitly references Bataille’s perverse Story of the Eye (1977), that 
similarly acts as a warning to the male gaze. Notably in the scene where an eye of a 
dead priest is inserted into the female character Simone’s vagina, while she continues 
to have sex with the narrator, Sir Edmund.38 Demonstrating a horrific meeting 
between the penetrating penis and the ‘gaze’ of the uterus’.   
The horrifically blunt and sexually perverse nature of the novel lends itself to 
the absurd, whilst the explicit perception and imagining of the event is left up to the 
imagination of the reader. In my work the reverse is enacted with the vision of the 
camera that although is ambiguous and unknown, similarly provokes an uncanny and 
36Schneider, The Explicit Body, 55-56. 
37 Linda Williams, "Film Bodies: Gender, Genre, and Excess, " Film Quarterly 44, no. 4 (1991): 5, 
Accessed September 16th, 2018, https://doi.org/10.1525/fq.1991.44.4.04a00020. 
38 Georges Bataille, Story of the Eye (New York: Urizen Books, 1977), 95-96. 
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instantaneous bodily response from the viewer. The themes of the gaze in reference to 
the penetrative nature of the eye, share its symbolic spherical qualities with an egg and 
connectively the womb. This exploration into these orifices may be firstly perceived as 
repulsive and distressing. However, as supported by Bataille, the video enables the 
affective ability of this liminal space to act as a remedial source of comprehension and 
experience.39 
In reference to this I aim to create an installation that captures similar liminal 
qualities that the eye demands. Acknowledging the sixty inch in diameter piece Eye 
(Figure. 12) by Tony Tasset which challenges the tenuousness of observation by 
enlarging the fragile object of the eye whilst intensifying the aggression of reflected 
sight.40 The visceral qualities of this symbol of the gaze evokes a carnality that is 
inflicted to the viewer by an involuntary sensory response.  
Figure 12.  Tony Tasset, Eye, 2010. Fiberglass, steel, resin, paint, 30 x 30 in. Accessed October 13, 2018. Copyright Tony Tasset. 
https://www.artsy.net/artwork/tony-tasset-eye 
39 Francis, Frascina, “Foreign Bodies,” Art Monthly 366 (2016). Accessed July 28, 2018. 
https://www.artmonthly.co.uk/magazine/site/article/foreign-bodies-by-francis-frascina-september-2016  
40 Sontag, Into Me/out of Me, 442-443. 
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Chapter 3: The Discarded Image 
Between the loading image on my Instagram feed, my phone, my hand holding 
the phone and myself as a viewer, there is a demonstration of a physical and 
interactive relationship that exists between the subject, camera, camera operator and 
the viewer in my work.  
Experiments in Distortion 
The result of my image making practice has evolved from a distorted and 
severely exaggerated editing style to a sensory focus on the treatment of the visual. My 
previous work focused on a defiance of the banal through experimental editing 
processes that concentrated on our constant interactions with the distorted in 
comparison to the perfect image. 
My video works $kimmed Milk (Figure. 13) and Project $portboot is Not for Sale 
(Figure. 14), were influenced by experiential environments as well as the post-internet 
art movement. A term coined by Marisa Olsen which sees art being produced with a 
cognizance of the internet, allowing art developed using it’s online tools and concepts 
to exist within the real.41  
My comprehension of video materiality is owed to the installation practice of 
Nam June Paik. Who used live footage to engage and disrupt the gaze of the viewer as 
seen in his work TV Buddha (Figure.15).42 While my eclectic and surreal editing 
processes where informed by Ryan Trecartin’s video work Comma Boat (Figure.16) that 
simultaneously produce and display a variety of filmic angles of the same moment in 
time. Disrupting the flow of the usual focused gaze emitted from the viewer onto a 
single channel work of art.43 
41 Kholeif, You Are Here: Art after the Internet, 57-58. 
42 Nam June Paik, Sook-Kyung Lee, Susanne Rennert, Liverpool Tate Gallery, and Palast 
Museum Kunst, Nam June Paik (London: Tate, 2010), 21. 
43 Lisa, Åkervall. "Networked Selves: Ryan Trecartin and Lizzie Fitch’s Postcinematic 
Aesthetics," Screen 57, no. 1 (2016): 35-48, Accessed 16th May, 2018, https://doi.org/10.1093/screen/hjw004. 
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Figure 13. Gillian Kayrooz, $kimmed Milk 2017. Single Channel HD Video, Colour, Sound, 16:9, 7’30”. Courtesy of the artist.  
Figure 14. Gillian Kayrooz, Project $portboot is Not for Sale, 2017. Single Channel HD Video Installation, Colour, Sound. 0.7 x 
1.3m. Courtesy of the artist.  
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Figure 15. Name June Paik, 77 TV Buddha 1997. Falckenberg Collection, Hamburg. Reproduced courtesy of the artist in Nam June 
Paik, ed. Sook-Kyung Lee et al. (London: Tate, 2010) 21. 
Figure 16.  Ryan Trecartin, Comma Boat, 2013. Video still, HD Video, Colour, Sound, 33’02”. Accessed October 9, 2018. Andrea Rosen 
Gallery. https://vimeo.com/81315760. 
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The presence of the Discarded Image has become evermore consistent in the 
post-internet age, where the internet no longer acts as a novelty but instead as a tool 
for the everyday. The existence of the blurred image is becoming increasingly present, 
from the loading image on social media sites to the brand blur’s that appear most 
commonly in the midst of hip hop and rap videos. The fascination with devising and 
using the Discarded Image has even broadened to be used as direct advertising, such as 
in the visually captivating Mercedes Benz 2012 C-Class Coupe fuzzy advertisement.  
That captured the inability for the contemporary life to be still through the installation 
of their latest car model amidst a printed blurred sidewalk installation.44  
All of these examples although explore the new temporalities of the blurred 
image align more so with Francis Leotard’s contemporary theory, post Kant, about the 
relationship between the aesthetic of the sublime and capitalism, discussed in his work 
The Post Modern Condition (1984). 45Acting as a perfect image that has been aesthetically 
blurred, instead of a production that produces a Discarded Image which contains or 
emits haptic qualities.  
In reflection to this theory I experimented by going through my camera roll 
and took the blurred images that would be deleted, usually being labeled as a mistake 
or unusable, and turned them into images in their own right. Instead of allowing them 
to digitally rot as discarded counterparts to in focus, perfect photos, that most of the 
time are similarly ignored and buried amongst the rest of my disregarded mobile 
photo content. Engaging with Lyotard’s theory I printed the pictures onto cotton and 
exhibited them in the gallery, giving them permanence. Enabling the image to exist in 
its own right, always as a blurred image instead of giving the perfect image, discarded 
aesthetic qualities.  
To further this experimentation of giving permanence to the blurred image I 
took a nude self portrait in a steamed up mirror (Figure. 17), so the image only ever 
existed originally in a discarded form. Printing this onto fabric and hanging it up in the 
gallery, it’s total illegibility unlike the partially blurred images on my camera roll, 
create a new form of censorship for both the perfect visual and nudity. Freeing the 
blurred visual and leading me to experiment with illegality and censorship through 
the use of the Discarded Image. 
44 “Mercedes: Blur”, Ads of the World, Accessed May 16, 2018, 
https://www.adsoftheworld.com/media/ambient/mercedes_blur. 
45 Jean-François Lyotard, “Answering the Question: What is Postmodernism?” in The Postmodern 
Condition: A Report on Knowledge, Vol. 10, trans. Régis Durand (Manchester: Manchester University Press, 
1984), 77. 
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Since then I experimented with abilities to turn the still image into a distorted 
video, notably through the displacement technique which moves the pixels of an 
image in both vertical and horizontal directions at the same time. Producing a heavily 
motioned and disorienting effect (Figure. 18).  
Figure 17. Gillian Kayrooz, You Up?, 2018. Photograph, Dye Sub on Silk, 24 x 48 in. Courtesy of the artist. 
Figure 18.  Gillian Kayrooz, Displacement Test, 2018. Still from Video. Digital Video Loop. 16:9. Courtesy of the artist. 
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Extending Bodily Relationships
It would be assumed that any depiction of the human body, specifically female 
in film becomes inevitably and immediately carnal. However, the Discarded Image 
that is produced within the cyclical relationship between the gaze and it being 
reflected, extends the moving image beyond the construction and constraints of a 
physical aesthetic.  
The use of the Discarded Image distinctly captured through the filmic qualities 
of the uterus provokes our instinctual and primal memories of the womb and the 
Chora therefore acting as a successful liminal space. The bodily relationship between 
the camera, camera operator and viewer, when covering the human landscape so 
intimately, becomes redefined as an assemblage of the human and the machine. 
Referencing Merleau-Ponty’s theory of the blind man and his relationship to his cane, 
transformed as an article of sensitivity and an extension of the human hand. 46  
The treatment of the camera by artist John Tonkin relays a recording of an 
interactivity in real-time, demonstrating an occurrence that is labelled by the artist as 
“haptic modality”.47 Thus transforming the visual structure through the camera’s close 
proximity with the epidermis into sensory features. Alluding to a sensory amplification 
through this haptic notion of vision and producing a carnal response that intertwines 
the viewers sight, the body and the camera. 
 Leading on from my previous attempt to film outwardly from the vagina I 
move on to filming pass the vagina and into the uterus. Using an endoscopy camera 
with a LED end I began to experiment a home endoscopy operation on my body, 
viewing the results on my laptop (Figure. 19). Noting the production of a blurred image 
not just from the fleshy architecture of my vagina but from the bodily heat and 
moisture which began to flood and fog up the camera lens. At this point the vision 
becomes more sensory than ever, and I become confused whether I am reacting to the 
effects of the camera inserted or the affects of the visuals on the screen. The naturally 
warped and allusiveness of the body means this intimate journey into the liminal space 
of the vagina becomes to in the greatest sense physically and conceptually affective.  
46 Maurice Merleau-Ponty, Donald A. Landes and Ebscohost, Phenomenology of Perception, 
(Abingdon, Oxon: Routledge, 2012), 127. 
47 Tonkin, “Chapter 2. Audit (My Own Worst Enemy),” 29. 
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Figure 19. Gillian Kayrooz, Internal Test, 2018, Video Still, HD Video, Colour, Inserted Endoscopy Camera. Courtesy of the artist. 
Devising Appropriate Interactions 
My attempt to integrate this Discarded Image into a physical installation led me 
to experiment with projections. Firstly, examining the potential to create an 
installation that would cover the viewers in the visuals as they walk under a mesh 
netting while the image reproduces over a reflective flooring.  Once I realized that this 
did not produce the right interaction I had hoped for but instead created an 
aesthetically beautiful walk through, my experimentation began to change from 
flooding a space with visuals to creating an area of focus that would specifically act as 
the point of a reflective gaze. In response I studied the projection works of Tony 
Oursler (Figure. 20), who combines bizarre images of the human body with sculptural 
forms, bringing to life what would otherwise be viewed as a fleshy, canvas ready-
made.48  
48 Sontag, Into Me/out of Me, 376-377 
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Figure 20.  Tony Oursler, Crying Doll (Floral #2), 1993/2006. Cloth doll, DVD, Video Projection, 21’18”. Accessed October 4, 2018. 
Copyright Tony Oursler. https://www.tonyoursler.space/crying-doll/ 
One of my most prominent influences would be the work of Mona Hatoum, an 
artist discovered late in my honours research process but who followed a very similar 
practice in exploring the orifices of the human, in particular the female body. Corps 
Etranger (Figure. 21), similarly to my work, uses an endoscopic view to explore the 
openings of the body.49 However Hatoum’s conceptual practice follows a commentary 
on nationhood, alienation, surveillance and security.  It is reflective of the her Middle 
Eastern origins and the conceptual development of her internal territories whilst 
dissimilar to my focus on the production of the Abject and Affect.  
Her production of a cylindrical structure which contains a spherical projection 
of her bodily filmic findings, creates a similar sense of a liminal space that I aim to 
produce in my work.50 Observing the visuals by standing over the projection, the 
involvement of the viewer becomes both physical, in respect to the spatial relationship 
formed, as well as a sensory, through an association and recognition to her internals. 
However, Hatoum’s work maintains a clinical aesthetic with the endoscopic footage 
retaining a sterile and distinct collection of the body’s interior. In contrast my filmic 
49 Emma Robertson, “Mona Hatoum: “Its About Shattering the Familiar”,” The Talks, October 
19, 2016, http://the-talks.com/interview/mona-hatoum/. 
50 Warr and Jones, The Artist's Body 132. 
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work which, in light of being an extension of the uterus, is weathered by its internal 
bodily environment. Capturing instead of distinctive and diagnosable features, a 
sensorial environment reflective of our pre-human conditions. The circular 
architecture which I aim to replicate in my work, also acts as a nod to emasculation, 
vagina dentata and the consuming womb, specifically “a male appropriation of female 
muteness” as quoted by literary critic Barbara Johnson.51  
Figure 21. Mona Hatoum, Corps étranger, 1994. Video Installation, 138 X 118 X 118 in, Collection, muse national d’Art Moderne, 
Centre Georges Pompidou, Paris. 
The finality of my interior video, the Discarded Image produced by the uterus, 
although can be identified as familiar also stands as becoming extraneous. 
Highlighting the relationship between the filmic body, camera operator and the 
viewer. Transformed into the foreign body through their association with the video 
and the immersive nature produced by the circular architecture of the screen.  
Decisively the production of my final work will be presented as a circular 
projection screen hanging down and towards the viewer. Acting as a nod to the liminal 
51 Melissa Feuerstein, Bill Johnson González, Lili Porten, and Keja Valens,The Barbara Johnson 
Reader: The Surprise of Otherness (Durham: Duke University Press, 2014), 204-205. 
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space of the womb and the transcendental pre-Chora state of Kristeva.52 Creating a 
filmic middle ground through affective measures of filming internally as an extension 
of the uterus. Blurring the boundaries between the subject and object and surpassing 
both the patriarchal gaze and carnality in film. 
52 Kristeva, “Approaching Abjection,” 13-15. 
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Conclusion 
The pixels on my phone that once formed a blurred visual hovering on my 
Instagram feed, have now rearranged to depict a perfectly clear image of a young 
woman, half clad in clothing glaring directly at me. The anticipation has worn off and I 
am disappointed. I much preferred her as the pixelated ombre mystery I have come to 
recognize as the Discarded Image. 
Conclusively my study originating from an experimental practice incorporating 
blurred aesthetics and installations focused on video materiality, have shaped my 
definition of the Discarded Image. Possessing and developing an interaction of the 
camera no longer as a tool, but as an extension of the human body and specifically as 
reflected in my study, the female uterus.  
Acknowledging the constant presence of the gaze in art and the patriarchal 
discernment of female performance work as aggressive or masochistic; explicitly when 
concerning female genitalia, strengthened my ability to devise a recorded performance 
work that surpasses sensuality. In a primal return, pre-gender, to the womb with 
additional reference to Kristeva’s Chora.53 Devising a work able to transcend carnality 
in film through a naturally formed blurred visual, enabled there to be a evocation of an 
involuntary sensory experience from the viewer. The formation of this transcendental 
and sensory based relationship between the camera, camera operator and the viewer 
surpasses the presence of both carnality or of the presence of an object or object maker 
within the work, igniting the affective productions of a liminal space.54  
The recognition of the performing female both in contemporary social media 
and the transgressive performance art of the late 20th century, alludes to a visceral and 
suspenseful depiction of carnality. Where the progression of female physicality 
deriving from vital artists such as Abramovic, Schneemann, Sprinkle and Chang not 
only combatted patriarchal structures, but broke free from masculine pedagogy that 
perceived the female performer as masochistic. A further line of enquiry could be 
undertaken in regards to the definition of recorded performance art, in light of its 
documentation and perceived ‘performativity’55. Predominantly when comparing the 
work of Abramovic and Chang, my experimental recordings of an internal 
53 Kristeva, “Approaching Abjection,” 13. 
54 Julia Kristeva, “Approaching Abjection,”13-15. 
55 Auslander, “Performance: Critical Concepts in Literary and Cultural Studies,”1-4. 
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performance work could create another avenue of research in reference to Auslander’s 
study. Particularly focusing on new and upcoming recording potentials and the 
possibilities of engaging future audiences with evolving technologies.  
Capturing the bodily has undeniably been a theme at the forefront of recorded 
performance work. However, the progression of developing the camera as an 
extension of the human body instead of identifying it as a tool, demonstrates how the 
eye rests as a tactile organ in the place of just a visual aid. Recognizing these affects the 
camera pertains, the performing artist develops a constant relationship between the 
camera, camera operator and viewer, developing an intimate sensory environment. 
In reflection to the video work of Iimura and Tonkin, as parallel works, the 
delicate interaction between epidermis and camera defies the visceral nudity 
commonly heightened in many documented performance works stemming from 
Western eccentricity. Recognizing this division and the shifts occurring between 
Eastern and Western thought in recorded performance artwork, allows for further 
examination beyond this paper, into the portrayal of occularcentrism and the 
influences of ethnic otherness. Where the comparison of video and recorded 
performance art could be addressed with greater discussion to contextual origins and 
societal influences.  
After addressing the sensory qualities of the camera and the ability for haptic 
vision to create an affective response, the development of my work leads explicitly to 
making the camera an extension of the uterus. Combatting the camera’s phallic 
context, in opposition to the infamous theories of Freud’s ‘Penis Envy’ and Lacan’s 
‘Oedipus Complex’, contrasting Kristeva’s Chora, could be further discussed through a 
greater paper of research.56  
Recording the internal performance of the uterus, with acknowledgment of 
influences such as the Vagina Dentata folklore and Bataille’s symbolic and highly 
promiscuous Story of the Eye, my visual experimentation combats the penetrative gaze 
whilst defines the presence of transcendent notions of emasculation and castration.57 
This carnal environment aesthetically remains illusive due to the affects of the 
56 Freud, Three Essays on the Theory of Sexuality 
Lacan, The Seminar of Jacques Lacan, Book III.  
Margaroni, “The Lost Foundation,” 78-98. 
57 Bataille, Story of the Eye, 95-96. 
Szczeszak-Brewer, “Joyce's Vagina Dentata,” 1-20. 
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Discarded Image. Becoming a liminal space which for many presents a heightened 
sense of the abject.  
The development of my practice which began with a brief knowledge of video 
materiality and the distorted image, specifically through distortion effects such as 
datamoshing and displacement methods, has evolved explicitly through my critical 
research and recognition of the digital flesh. Gaining a greater understanding of 
capturing the bodily and the theoretical constraints that surround recording the 
body explicitly as a female performance artist.  
Devising a work that extends into an installation space through a circular 
screen became testing to my developed understanding of theatrical performances for 
live audiences in contrast to a documented recording. Having to note where the 
evolving visuals, at times, appeared too aesthetically appealing and cohesive. Instead 
creating a work which focus appeared to be the navigating of illegality in depicted the 
bodily. Taking these limitations into consideration my concluding Discarded Image 
remains to be visually unrecognizable however through haptic notions of vision 
provokes a sensory nostalgia.   
The final production of my work, tested through a variety of interactions with 
reflective and light attentive materials, concluded with a symbolic circle screen, 
suspended to face the viewer. Projecting onto it, the resulting internal documentation 
of the camera as an extension of the uterus. The explicit, however blurred and bodily 
effected visuals, is positioned as a transcendent space above the viewer, prompting a 
reflective gaze that transcends patriarchal scrutiny and visceral carnality in film. 
Instead inducing an involuntary sensory response, derived from our primal 
recognition of it’s pre-Choral architecture. 
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